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...Art is responsible for man's




The purpose of this thesis is to investi
gate the computer as subject matter for the
painter. If we accept the quote on the preced
ing page, then the forms of this environment are
worthy of our consideration. It is my belief
that the
"landscape"
of the electronic world
contains an aesthetic content, as surely as the




is used in this pre
sentation in a symbolic sense rather than as a
literally-defined noun, for the computer seems
to represent all that man has achieved (or
feared) in the electronic age.
It was my original hope that in this at
tempt to set up sympathetic associations, some
of the distrust of the 20th century electronic
world, within myself, might be dispelled.
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I Purpose of the Thesis
The purpose of this thesis is to investigate the
computer as subject matter for the painter: The computer
being a symbol of the technological environment in which
we are now living. This will be achieved by doing a group
of paintings, suitable for a public showing.
II Scope of the Thesis
The areas to be researched include: Scientific American,
official publications by I B M Corporation and publications
on aesthetics, Philosophy of art, and scientific journals.
The paintings will be executed in polymer emulsion tempera
and related media such as automobile paint, gold and silver
leaf, etc. The paintings will evolve from smaller sketches
and studies which may in themselves become a part of the
final presentation.
I would prefer to leave the number of paintings flexible
as it is impossible to predict at what point the thesis
problem will be solved. I would, however, estimate that
ten paintings would represent a minimum figure.
Ill Procedures
The procedure for the Thesis Project will include
the development of paintings using the afore mentioned
resource materials. The Thesis Report will include color
photographs of the paintings and a summary of procedures
and conclusions resulting from the projects.
IV Alternative Proposals
1. Science and Art, the Creative Forces of Man




In the attempt to bring electronic
technology within my emotional grasp, a natural
evolution of materials as well as ideas has
taken place. During this process of interpret
ing, clarifying, and intensifying this exper
ience, a change of attitude toward _ny own work
has occurred.
The earlier paintings were concerned
almost in total with symbolic forms. Most of
the paintings in this group dealt with circular
forms which had, to me, underlying meanings.
I saw in the circle elements of the machine as
well as elements in the natural universe. At
this point I was attempting a merger with nature
that, if it worked at all, was extremely limit
ing. Vincent Scully, art historian at Yale
University, said, "You can't merge with nature.
You are a man. You want things that nature
doesn't want. You would like to live forever;
nature will kill you. So you stand and you
look at nature, framed out there on the horizon.
You are an urban dweller who is trying to make
contact with it, and in a very fundamental sense
you never really do so except on a level of
profound
melancholy."
The greatest value that came out of these
paintings was, I believe, a sense of the pure
expression of materials and surfaces. The
metallic surfaces of machines became my paramount
concern. "The machine has led fatally to the




The paintings of this period
were executed on canvas or masonite, using
metallic paints and gold, silver, aluminum and
platinum leaf. 1 did, however, continue to work
primarily with simple circular forms. I was
very conscious of conflicting sentiments in
myself at this time, l wao _orn between a state
ment by Baccioni, "A valve opening and closing
creates a rhythm as beautiful but infinitely
newer than that of a living
eyelid"
, and the
Vincent Scully, Time Magazine , May 6, 1966
Le Corbusier & Ozenfant, Purism (1920) from
Modern Artists on Art, Prentice Hall Inc., 1964
5Bocciani, Futurist Sculpture (1913) from
Modern Artists on Art, Prentice Hall Inc., 1964
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anguished outcry of Timothy Leary, "I look
around us and I see metal. All living things
and all my cells hate metal and I see the
pollution of the air and the poisoning of the
rivers and the concrete over the Earth and I
have to say 'Baby it's time to
mutate'."
Rather than trying to solve this conflict on
a philosophical level I continued to paint and
to limit my concerns to the immediate problems
of painting. I feel at this point I won my
freedom and the paintings progressed more to
my satisfaction. I became involved with the
use of my materials and forms and with their
relationships to space.
When I had somewhat established this
vocabulary I began to paint on glass for the
purpose of introducing three dimensional qual
ities within the paintings. These three dim
ensional qualities provide the paintings with
an ability to move as the viewer moves past
them. The paint or leaf on the surface casts
Timothy Leary, Time Magazine , March 4, 1966
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shadows on the paint or leaf on the reverse
side of the glass, thereby giving not only
the illusion of depth, but under certain light
ing conditions an illusion of actual movement.
The forms and handling of space in these paint
ings is not a conscious attempt to ^communicate
in the literary sense. The paintings are in
fact "cool" as opposed to the
"hot"
or logical,
linear paintings of the earlier attempts.
The paintings produced during the latter
portion of the thesis are to be enjoyed for
themselves alone. Philosophical conclusions






My own method of working has always Deen
one of careful planning. I have done fairly
complete sketches prior to each painting, rhe
sketches anown nere -.rc typical examples. I
always keep the sketches handy while working on
the finished piece. However, I often find that
the painting is complete before I have done
every operation that the sketches have indica
ted. The sketches are usually black and white
pencil drawings with color notes written in. I
believe that I have considerable ability to
visualize how the color will work. I have also
found that a carefully worked out color thumb
nail can be deceiving as different problems



















The first paintings in the project are
largely a continuation of the kinds of forms and
methods I. had.been using, throughout the last
year. The paintings are executed on canvas in
polymer and often utilize metallic leaf.
The paintings shown here indicate the
gradual evolution from a strict hard edge ap
proach to the return to graduated color. The
painting. containing the three platinum circles
shows the beginnings of a concern with size
relationships in space that often was not pre








The three small paintings shown here are
intermediate sketches done in an effort to work
out all problems before executing the final
painting. This method was soon abandoned for
reasons previously stated. Also I found that
too carefully worked out small paintings often
solved the problem so completely that further
effort seemed irrelevant, thus destroying the
incentive to do the final work.
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At this point I was particularly con
cerned with minimal forms and their placement
in large amounts of space. These paintings are
also done in a rather conventional manner on
linen canvas in polymer, metallic automobile
paints and fluorescent colors.
It was at this stage of development that
I felt the need for a surface that was more
compatable with my painting materials. I felt
that the surfaces of metallic paints demanded
a ground that would enhance their own parti
cular qualities much as the metal and chrome
on an automobile does.
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My first attempt to use glass for my
painting surface nearly ended in disaster.
The glass is three feet square and was resis
tant to my every attempt to make paint adhere
to it. In addition to the paint problems I
was in constant fear of dropping the glass,
which slowed down my progress considerably
unti__. I had overcome this fear.
The painting is executed in red and
orange fluorescent paint applied to the reverse
side. The blue areas are automobile paints
applied to the front. I discovered to my joy
that this use of both surfaces opens up many
possibilities involving the third dimension*
16

The next group of paintings, executed on
glass, were smaller than the first attempt. I
believed that the smaller size would enable me
to try many things quickly and would eliminate
the fear of breakage. I also feel that the
smaller paintings contain a "jewel
like"
qual
ity that the larger ones do not have.
I was able to try out blending of color
on the small paintings as well as many differ
ent kinds of leaf. 1 found that two problems
still oothered me. .first, the paintings were
still too fragile, it would be impractical to
ship paintings of this type to shows out of
town. Second, I was restricted to certain
kinds of framing materials that would serve to
hold the painting to the protective styrofoam
backing. The logical answer was to move on
to a plexiglass surface.
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Painting on plexiglass solved the prob
lem of breakage and framing but, of course, as
with any new material, presented some problems
of its own. Plexiglass may be cut with a saw,
drilled, engraved, etc. It is light weight,
strong and flexible. It is dimensionally
stable and very few materials will attack its
surface. It can be painted, leafed, etched
and dyed with Rit dyes, containing a 20$ solu
tion of acetone; but it is subject to scratch
ing. One must be extremely careful while
working on it.
The finished painting is drilled and
mounted on a wood frame. Exposed paint areas
on the reverse side are protected by styrofoam.
This method allows me to frame (or not to
frame) as I please. I think at this point I
have found a method of working that is compat
ible with my temperament. I can see all kinds
of possibilities for shaped paintings and






I believe that the artist should draw
his stimulation from that portion of his envir
onment which supplies him with the proper
motivation to work. The philosophical content
of his work should be the result of the subjec
tive reasoning over which he has litt_e ontrol
or concern with as he is working.
The forms of the computer environment
supply that stimulation to me. I
will continue
to paint these forms as long as this stimula
tion continues to exist with little regard
for
5
content. "The media is the
message."
Wshal McLuhan, Understanding Media,
New
American Library Inc., 1 9o4
23
BIBLIOGRAPHY
Berenson, Bernard: Aesthetics and History,
Doubleday & Co., Inc., 1965
Gilson, Etienne: Painting and Reality, World
Publishing Co., 1 9
Gotshalk, D. W.: Art and the Social Order,
Dover Publications, Inc., 19^2
Guerard, Albert L.: Art for Art's Sake,
Schocken Books, T%3
McLuhan, Marshall: Understanding Media: The
Extensions of Man,~New American Library,
T9S4
Santayana, George: The Sense of Beauty, Dover
Publications, Inc., 1955
Herbert, Robert L. , Editor: Modern Artists On
Art, Prentice-Hall, Inc., 1964
The flew American Painting, organized by the
Internat'l Program of The Museum of
Modern Art, w . Y. , under the auspices of
the Internat'l Council at The Museum of
Modern Art, pub. Doubleday & Co., 1959
International .business Machines Pamphlets:
okinner, Dr. Frank D.: Computer Graphics
-
Where Are We?, reprint from Datamation
Magazine, May 1966
IBM Solid Logic Technology
632 Electronic Typing Calculator
IBM System/360
IBM 6400 Application Study
Time Magazine articles: Vincent Scully, 5/6/66;
Timothy Leary, 3/4/66
Visual reference: Scientific American,
Dec. 1966
through April, 1967
24
